In Afro-American studies, within which the following analysis falls, the anthropologist can establish an unusual degree of control over the variables to be considered. Here he has a basis for arriving at an understanding of observed change in that he cah establish historical depth, a control situation in which the constant is the common cultural heritage of the African slaves, and dependent variables represented by the different socio-cultural environments which the Negro encountered as a slave in the New World setting. Thus the requirements for a laboratory situation are met insofar · as the always unpredictable human element may be counted upon to remain constant.
In this situation, then, the study of African cultures or cultural elements in the New World may be placed against the cultural background of Africa itself, thus giving the anthropologist an opportunity for controlled study of culture change. Further, the various socio-rultural environments of which the Mrican Negro became a part in the New World may be tested and evaluated in terms of their influence on the basic Mrican culture, and thus a better understanding of the processes of acceptance, rejection, and syncretism may be reached.
In the study of these acculturative processes, music is of considerable importance, both because it is less susceptible to direct attack in the acculturative situation than sbme other aspects of culture, and at the same time is particularly susceptible of objective description. In the first instance, music seems to be patterned and carried on subliminally and thus to be less liable to outside or intrusive conditioning than are, for example, food habits, or the construction of houses. Thus one deals with a phenomenon which, in a cultural situation in which the members of one culture dominate those of another as was the case in New World slavery, probably cannot be stamped out forcibly, and is very likely to be retained in the new situation.
As an aesthetic aspect of culture which can be studied objectively, music is of heightened importance in acculturation studies. While in other branches of the arts, few techniques have as yet been devised for objective study, music can be objectified in many aspects; analysis of time, tempo, interval usage, modal structure, and many other characteristics may be noted quantitatively rather than qualitatively.
Thus, in these two respects music is particularly useful in acculturation studies; its importance is further enhanced, finally, in that it is one of the creative aspects of culture, and its study can therefore lead to an understanding of the basic human problems of creative life, as well as the values, goals and meanings of the culture in which it functions. Through music, then, one may probe the problems of cultural stability, individual variation in performance, the reworking of old values in new situations, and most particularly, the general processes of culture change.
The present study is directed toward establishing the music structure of an Mricanderived cult group of Bahia, Brazil. Such work is at present of considerable importance to the entire study of the musical relationships between New World and African Negro cultures; to date very few studies have been made. Before ethnomusicology can begin to make its most significant contributions to the study of the New World Negro acculturative problems and the broader questions of cultural dynamics that derive from it, a series of such works as that being undertaken here must be completed, so that factual information will become available for comparative data,l I The question of the provenience of the Negro slaves taken to Brazil poses many problems. For example, Ramos notes that, "from colonial times to the present day, the popular terms of nago, mina, Angola and Mozambique have been employed to indicate vaguely the portion of Mrica from whence the Negroes came. A still more popular nomenclature developed in which such terms as India piece, Guinea black and coast. Negro were used."2 To the difficulty of dealing with these vague terms similar difficulties such as poorly kept records and the destruction of previous records must be added. However, in resume, it is instructive to turn again to Ramos, who sums up as follows:
At the beginning of the slave trade, the largest number of those imported into Brazil were from Angola, the Congo and Guinea. When more active communication began with Bahia 3 the leading source of supply was Guinea and the western Sudan. There began a remarkable influx of Y orubas, Minas from the Gold Coast, Dahomans and various Islamized tribes such as the Hausas, Tapas, Mandingos, and Fulahs.
Thus it was that three great Negro peoples entered Brazil. In the first group were the Sudanese Negroes-the Y orubas and Dahomans together with the Ashanti. In the second group were the Moslem Negroes-the Hausas, Tapas, Mandingos and Fulahs. The third group comprised the Bantu family-the Angolas, Congos, Mozambiques and several lesser tribes. 4 In Bahia, the area with which this paper is concerned, "Negroes belonging to the first and second groups predominated," while the "Yoruba Negroes were preferred." 5 In view of the concentration of Negro populations in Bahia and in Brazil as a whole, it is predictable that the cultures of these people should have, in great part, survived the geographical transitions of demographic movement, and continued to exist in the New World as a powerful integrating factor in the lives of the Africans. Religious practices, as the cultural focus of West African life, about which centered a host of other complexes including music and folklore among others, have been retained in the New World, and especially in West Indian and South American areas in which the Catholic religion provided a particularly fertile opportunity for syncretism between the two religious traditions. In Bahia, and in other northern Brazilian cities, the African religious system has been retained in particularly strong form to the present time, functioning in cult groups as a living system of beliefs and practices.
The Mrican-derived religious cult group in Brazil is called the candombte, and is based upon an order of orishas, or deities-West African gods whose efficacy has been retained in the New World. Some of these gods are Osha/a, the most powerful deity, Shango, the god of lightning, Ogun, the god of war and iron, Eshu, the trickster and god of evil, Osbun, a water deity, Yansan, the god of wind and storm, Oshunmare, the personification of the rainbow, and many others. These gods are grouped in a pantheon, and each is clearly identified by a complex of traits including sex, symbol, insignia, special foods, colours, beads, bracelets, sacred days, and special calls. For Shango, for example, according to Pierson, sex is male, the symbol is lightning, insignia is meteoric iron, lance or hatchet, special or sacred food is cock turtle or he~goat; the colour is red, beads are red and white, bracelets are made of brass, the sacred day is Wednesday, and the special call hay-ee-ee 6 • In addition, the gods of the African pantheon have come to be identified with the Catholic saints-Ogun with St. Anthony, Oshossi with St. George, · to name but two. These syncretisms are based both on the function of the deities in the two systems, and upon the supposed functions of the Catholic saints as derived from their pictured representation in chromolithographs. 7 Seven major, and two minor candombles are represented, of which three are supposedly of Indian origin, and the remaining six, of Mrican origin. The ceremony in the Ketu and]esha groups, (Nago in Portuguese), is derived from the religious practices of the Yoruba people of Nigeria. 8 The Congo Angola group takes its name from the peoples brought from the southern and eastern fringes of the Congo basin. 9 The Gege group is Dahomean in derivation, 10 and the two minor groups, Egba and Efan, Yoruba.
The Caboclo, Guarani, and Caboclo Guarani groups incorporate deities and practices of indigenous Indian beliefs with those of African origin, particularly of Congo derivation. 11 Worship in all these groups is based on the world-view that the destiny of the Universe is in the hands of deities that are everywhere the same, though the ·names they bear vary from region to region and from people to people according to the language that is spoken. The destiny of man, who is but a modest part of this Universe, is ruled by the same gods, but man enjoys the intercession of a hierarchy of ancestral dead, who in death as in life continue to be preoccupied with the well-being of the family to which they belong. Indeed, the gods appear to have given the ancient dead a certain autonomy in regulating the moral code of their descendants ill the interest of human well-being, though they have not abrogated their own powers to regulate the conduct of the living members of each family. On the contrary, each individual has his or her god as a personal spirit.
Man is not, however, a passive agent in relation to his destiny, for through divination he can discover the secrets of that destiny, his well-being, and his status in the group among which he lives. 12 While marked deviations occur within the ceremonial for each cult group, or "nation", some general terms and forms of ritual may be indicated here. The cult centers found throughout the city of Bahia are called seitas, the sacred grounds on which the house of worship stands, the terreiro. Each cult center contains several sacred spots, the most important of which is the pegi, or altar to the orisha. Each seita is presided over by a pai-de-santo, or mae-de-santo, terms which may be loosely translated as "priest" or "priestess," respectively, although it seems best to retain the original term in discussion. The function of the pai-or mae-de-santo is to arrange for, and lead the worship for the orishas; at the same time, the leader holds the secrets of worship, is an interpreter of tradition, and directs the affairs of the cult group. Various helpers assist with ritual, and these include the filhos or filhlfls de santo who are the initiates of the group; the ogans-male members of the cult who assist in the ritual in various capacities; the achogun, who performs the sacrifices; the musician, and others. In arranging for a public ceremony, the officiating priest or priestess first brings together the initiates of the group and begins the ritual of the particular ceremony in honour of the deity whose feast is being celebrated. The despacho, which appeases the trickster deity, Eshu, so that, though himself "sent away," he will permit the other gods to come, assures the participants that he will not interfere with the remainder of the ceremony. Dances and songs to the orishas follow, leading eventually to the possession of some dancers which indicates that the god has entered into their heads. Possessed initiates are handled with precise techniques throughout their possession and are eventually released from the god with special ritual. 13 Those possessed dance before the drums to the songs specially reserved for the particular god represented, and finally, when "the gods no longer show by their tension a further need to dance, the rite comes quietly to a close." 1 4 Animal sacrifice is also an important ceremony in the cult group, as is the ritual which surrounds the entrance of the initiate into full cult participation. These Bahian cult groups have been extensively described by several students. 1 5 In the worship of the orishas, music has paramount importance, since it is by means of songs and rhythms that the gods are "called" to participate in the ceremonies. Percussion instruments play a dominant role in Mro-Bahian cult music; not only are the instruments themselves important, but the musicians who play them fulfil special functions within the hierarchy of the group, and may be regarded as professionals in this particular branch of religious life.
The use of musical instruments tends to split into two patterns depending upon the particular cult groups in which they function. For the Ketu, Gege, and Jesha groups, the iron gong and drum are most often used, while in the Caboclo, Guarani and Cabocle Guarani groups, rattle, calabash, and guitar, as well as drum and iron gong are employed. Both percussion groupings seem to be used in the Congo Angola songs.
"The drums employed in the cult rituals are termed hu ('the largest'), hunpri ('the medium-sized one'), and le ('the smallest')," 16 and are used in sets of three, termed terno. In the recordings ' at hand, however, the most common unit is two drums and iron gong. At the same time, since the two smaller drums usually play the same rhythmic patterns, the important rhythms are present when only one of the smaller drums is used with the large drum.U
The drums are ordinarily termed atabaque, and are of the African hollow-log type, although at present they are most often made from barrel staves. The preferred material for the drum-head is either deer or calfskin; the head is attached to the drum by means of wooden circlets. The skin is then firmly secured by a special rope which is passed alternately through slits made in the skin and around pegs of hard wood driven into the body of the drum. Drums are played either by hand, or with drumsticks fashioned from hard wood. Before the instruments may be put into operation they receive power through a series of "painstakingly performed rituals." Drums are almost never played by women. 18
The iron gong, or agogo, is a piece of iron shaped in most instances somewhat like a cowbell; this instrument is struck with a piece of iron or other metal.l 9 In the supposed Indian-derived cult groups, the gourd rattle is an important instrument; this may be covered with netting to which are attached shells or other materials that contribute to the sound. The larger calabash may either be played with sticks or with the hands, the two methods producing very dissimilar results. Finally, the Spanish guitar, played by conventional methods, is widely used. 20
The collection of songs from which the sampling is taken was recorded by M. ]. and F. S. Herskovits in 1941-42 in Bahia, Brazil; twenty nine of these songs-of the Ketu cult-are analyzed in the following pages. All are of a religious character, including not only songs for specific gods within specific cult groups, but also song cycles and individual songs for various phases of cult ceremony. The analytical method used is based upon the work of von Hornbostel, 21 which has been elaborated by Kolinski,2 2 Waterman, 23 and to some extent the present author. 2 <l The approach is aimed toward obtaining as objective a description of a musical style as possible; to this end various quantitative procedures have been adopted, although more subjective evaluations are not completely disregarded. The characteristics, then, of the songs of the Ketu cult group follow.
II

Tonal range
Nineteen of the 29 Ketu songs have ranges of more than an octave, and this wide range may be considered characteristic of the group. Of the remaining ten songs, eight have ranges of nine or more semitones but less than an octave, while one shows an abnormally small range of but five semitones, and another of but seven semitones. In general, however, the wide tonal range characterizes the Ketu group.
Melodic direction
Since 19 of the 29 songs show the final tone from two to fifteen semitones below the beginning tone, it may be concluded that this downward melodic direction is representative of the group. At the same time, eight songs have identical initial and final tones, while in two other songs, the final tone is n;vo semitones above the initial tone.
Of those songs in which the overall direction is downward, the largest number -eight-show the ending tone seven semitones, or a perfect fifth, below the initial tone, while in three songs it is two semitones, and in three songs, five semitones below the initial tone. In single songs, the beginning tone is 3, 10, 12, and 15 semitones above the final.
In eight of the 29 songs no tone is higher than the initial tone; the remaining 21 songs, however, show an upward movement in varying degrees within the songs.
In six songs the highest tone is seven semitones, or a perfect fifth above the initial tone; in three groups of two songs, it is two, three, and twelve semitones above the initial tone. In three songs each, the highest tone is five or nine semitones above the beginning tone, and finally, in single songs, it lies ten, 11 and 14 semitones above the initial tone.
The range from beginning to lowest tones is both varied and in general, wide, although two songs show the two tones identical. In the largest single groupingeight songs-the lowest tone is seven semitones below the initial tone. In two groups of four songs, it is five and twelve semitones lower, respectively, while in two songs each, the lowest tone is three, nine, or ten semitones below the beginning tone. In three songs, the difference of 15 semitones is extremely wide, and finally, in single songs, the .two tones are separated by two, or four semitones.
A similar range is found when ending and highest tones are compared. In no case are the two tones identical, although in one song they are but three semitones apart. Eight songs~the largest single grouping-show the highest tone seven semitones above the ending tone; in six songs, it is an octave higher. In four songs, the highest tone is five semitones above the ending tone, and in three groups of two songs each, it is nine, 14 and 15 semitones above the final tone, respectively. In the remaining songs, the highest tone lies 10, 11, 16, and 17 semitones above the ending tone.
In seven of the 29 songs, no tone is lower in pitch than the ending tone; in six songs the lowest tone is but two semitones below the ending tone, and in four songs, three semitones below. Eight songs show the lowest tone five semitones below the · ending tone; in one song, it is seven semitones below, and in single songs, four and nine semi tones below the ending tone respectively.
Intervals
Of a total of 1,475 ascending intervals, the major second is most frequently used (38.6%), followed by the minor third and perfect fourth (21.3% each), and major third (12.6%). The perfect fifth, minor second, major sixth, minor seventh, augrp.ented fifth, major tenth, and octave combined account for only approximately 5% of the total ascending intervals. Of 2,225 descending intervals, the major second accounts for 39.4%, the minor third for 22.7%, perfect fourth, 19.9% and major third, 14.5%. The minor second, perfect and augmented fifth, augmented fourth, and major sixth together account for less than 5% of the total.
Thus in both ascending and descending intervals, the major second is in highest proportion (39%), followed by the minor third (22% ), the perfect fourth (20.6%), the major third (13.5%), the perfect fifth (2.3%), and the minor second (1.3%), while the augmented fifth, major sixth, minor seventh, augmented fourth, major tenth, and octave together account for less than 2% of the total.
Descending intervals are in proportion, 58.5% ; ascending intervals, 41.5% . Narrow intervals, those of a minor third or less, account for 32.3% of the total ascending and descending intervals used, medium intervals, the major third, for 13.5% and wide intervals, those greater than a major third, for 24.2 %· All songs use wide as well as narrow intervals, although one song utilizes but ten ascending medium intervals, while another uses one perfect fifth as its only wide interval. It is also to be noted that the greatest proportion of skips of more than a perfect fifth is in ascending intervals.
Half-step intervals play a very minor part in the Ketu songs, accounting, as pointed out above, for but 1.32% of the total intervals used. The absence of half-steps indicates the anhemitonic model structures; no hepta modes are present, and the bulk of the songs is pentatonic.
Four or more successive tones sung on the same pitch are found in 13 of the 29 songs. Four, five, and six tones are found in two songs, but it cannot be said that these patterns dominate any one song. The repetitive monotone may not be considered an outstanding characteristic of Ketu music.
Combinations of intervals
Twenty different interval patterns are utilized in the Ketu songs. Of these, patterns of thirds appear in 21 songs, and patterns of fourths in 19; no fifth patterns are present while hybrid patterns appear in four songs.
Of the combinations of thirds, the triadic split fifth, Mf, is most often used, appearing in 11 songs. 25 Also present are the triadic split fifth, mf, triadic split fifth, mr, triadic split fifth, dim r, triadic split fifth, Mr, pendular thirds, mrfr, and pendular thirds, mfrf. In more extended pattern are pendular thirds, mrfrf, pendular thirds mfrfr, and pendular thirds, mrfrfr.
Of patterns of fourths, that most frequently encountered is two fourths, fr. Also of importance are two fourths, rf, and interlocked fourths, f. Linear fourths, ff, fourths, frf, and interlocked augmented fourth and perfect fourth, f, are found sporadically through the sampling.
The most frequently used hybrid pattern, the interlocked perfect fourth and major third, f, is found in but three songs. The interlocked minor third and perfect fourth, f, and the interlocked major third and perfect fourth, f, each appears in one song.
Patterns of thirds and patterns of fourths seem to be of equal importance throughout the Ketu songs. Both may be considered characteristic of the group.
Meter and melodic rhythm
Meter may be established as "duple", or "triple", depending upon the number of pulses, or accented beats which occur within the measure. Thus 2/ 4 and 4/ 4 time are both duple; 6/ 8 time is also regarded as a duple meter becausr two major pulses are discernable, although these are subdivided into groups of three. 3/4 time is a triple meter. 6/4 time is equivocal; it may be conceived as either triple or duple depending upon the accent. 12/ 8 time must probably be considered as duple meter; four major pulses are present in each measure, although they are subdivided into groups of three notes each.
Fourteen of the Ketu songs are in 6/4 time, while ten songs are notated in 4/4 time, three songs in 3/4 time, one in 6/ 8, and one in 12/ 8.
Melodic rhythm is for the most part in accord with the established meter of each song, although some notable exceptions occur. In song 64A3, for example, 26 the melodic rhythm of two measures is in duple meter against the predominant triple meter established in this case by the percussion instruments. The pattern is as follows:
Other patterns of similar import are found throughout the collection, although such superimposition of a diverse melodic rhythm upon an established percussion meter never completely dominates a song.
The most common offbeat pattern occurs in the form of syncopation; this device for heightening tension is found .in all the songs. However, further extension of the offbeat pattern is also present; three types may be distinguished. Perhaps the simplest type is the consistent anticipation of the established pulse by a fraction of a beat. In this type of offbeat patterning the singer reaches the final note of the phrase a trifle ahead of his expected arrival, giving the entire line a "rushed" feeling. Such a pattern occurs in song 82A1, in which the anticipation is begun on the third beat ot the measure, and not resolved until the last half of the sixth and last beat.
82A1
Offbeating of this type is also found in other songs.
A more important form of offbeating is that in which the melodic accent consistently falls between the normal percussion beats over longer phrases than those noted above. This form of offbeating is quite common in the Ketu group, and is clearly illustrated in the following example: ·
62B1
In this case the melodic tension is heightened through the relatively long offbeating which is finally resolved at the end of the second measure.
A device related to offbeat phrasing occurs when entire phrases are moved forward or back in relation to the percussion beat, although the melodic line remains unchanged as an entity. Most common here is the melodic displacement ot a beat or half a beat; this may or may not be finally resolved. Song 46A1, however, illustrates the length to which this device may be carried. In this song, the displacement is over half of a 6/8 measure; the two examples below show the melodic line both before and after this displacement. 
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While this particular example is an extreme case, it serves to indicate the extent to which offbeating may be carried, This general method of increasing interest in the melodic line is utilised fully in the Ketu selections.
Melodic modes
The majority of Ketu songs utilize the pentatonic; 20 of 29 songs or 68% of the sampling fall within this scale. Six of the songs use the penta sol mode, 27 four the penta do, and three each the penta mi and penta Ia modes. Three songs employ the penta re type, of which one is structured 4:5:2, and one double mode, penta do re, is present.
Approximately 25% of the songs utilize the hexatonic scale; of these, four are in the hexa re mode, two in the hexa Ia, and one in the hexa sol mode.
The two remaining songs are in the tetratonic; one is tetra re, and the other, tetra Ia, is structured 3:4:6.
No songs utilize the heptatonic; this has been implied above where the absence of half step interv;lls in the melodic line was noted.
Of the 29 songs analyzed, 18 show the subjective tonic and duration tones to be identical, 28 and in the remaining 11 songs the two tones show definite relationship; In six of these, the duration tone falls on the dominant of the subjective tonic scale. in two songs on the third of scale. In two other songs, it is on the sixth, or relative minor tonic ot scale, and in one song on the fourth of scale. In the single double mode, the first duration tone coincides with the subjective tonic. Thus the discrepancy between subjective tonic and duration tones is not as wide as it may first appear; it is entirely plausible that the mediant, subdominant, dominant, or submediant should receive more stress than the tonic tone.
In the rather large proportion of songs in the pentatonic, the Ketu group exhibits a considerable degree of homogeneity.
Relationship of melodic pitch to percussion instrument pitch
It has been suggested by Waterman on the basis of investigation of the Africanderived Shango music of Trinidad, 29 that there the melodic and percussion instrument pitches show at least a tenuous interrelationship. A siinilar, and perhaps mon; consistent relationship seems apparent in the Ketu songs.
It was possible to isolate percussion instrument pitches in 26 of the 29 songs, although it should be pointed out that in the tones of drum and gong, overtones are both numerous and strong, making the isolation of the fundamental a difficult task at best, and in many cases an impossible one.
In those songs in which the subjective-tonic and duration tones are identical, a total of 34 percussion pitches could be determined. Ot these the majority fall upon the tonic, third, fourth, or fifth of scale in the following proportions: tonic, 9 times; third, once; fourth, 8 times; fifth, 7 times. In one case the percussion instrument pitch falls upon the sixth degree of scale, and in another upon the minor third of scale, but in a minor key. The remaining seven tones are not so easily reconcilable. One falls upon the flat fifth of scale, and one upon the minor seventh. Two pitches are found on the major seventh of scale, and three upon the second degree. In the cases of both major and minor seventh, a leading tone is indicated but it would not se~m highly plausible that this tone should be purposely stressed. In connection with these latter seven tones, then, a relationship does not seem to be present. It may be regarded as significant, however, that of 34 tones, 27 are in close relationship to the tonic triad, stressing particularly the tonic, subdominant and dominant.
In those songs in which the subjective tonic and duration tones are not identical, 21 percussion pitches could be determined. Of these, three fall upon the tonic of the subjective tonic scale, two on the major third, and six upon the fifth. One tone is found on the second degree of scale; in other cases the relationship is not so clear. However, of a total of 55 percussion pitches, at least 40 show definite relationship with the melodic pitch; this figure seems too high to allow for a chance relationship. Without field investigation of the problem, however, it is impossible to reach a definite conclusion, although the relationship of percussion instrument pitch to melodic pitch seems to be a distinct p ossibility.
Modulations and tonality
A well-defined tonality is present iri almost all the Ketu songs. This is indicated by the relationship between the subjective tonic and duration tones discussed above.
No modulations are found in the Ketu songs.
Harmof!J, po{yphof!J and solo-chorus alternation
Sporadic harmony occurs in tWo songs; in other than these instances no harmony is employed. In song 22B1, the harmony appears as the result of the overlapping of two interpretations of the chorus melodic line; in this case, it seems to be accidental rather than purposeful. Much the same case occurs in song 54A3 in which part of the chorus apparently begins a phrase on the wrong note, causing brief sporadic harmony in fourths. The difference is immediately rectifiedand is not repeated since its occurrence was due to error rather than design. All songs are of the leader-chorus type, and overlapping between leader and chorus occurs slightly in 19 songs. In song 22B1 it has already been noted that the overlapping occurs between two parts of the chorus and is thus a special case. It is in connection with these songs that the only polyphony occurs in the Ketu music.
Formal structure
Three formal patterns are used in the structuring of the Ketu songs. Approximately 45% use the AA'A" pattern in which the same phrase is repeated with significant variation. The same percentage of songs use the AAA pattern, in which a single phrase is repeated throughout the song without significant variation. The remaining songs are in the ABC pattern, in 'Yhich different phrases are utilized. In almost all cases, these phrase patterns may be broken into smaller units, but these units are only significant as they contribute to the larger groupings. 30 The shortest phrase is 2 bars in 4/4 time, or eight beats duration. The longest phrase is 16 bars in 3/4 time, or 48 beats. Four songs use two phrase patterns of differing lengths. In song 63A1, phrases of both 8 and 2 bars are present; in songs 63A2 and 63A3, phrases of four and two bars are present. In song 22B1 the normal phrase length is 4 bars, but at one point a diminution of this phrase to three-bar length occurs.
In many of the songs, the leader introduces, or otherwise aids the chorus with its melodic line. In five songs, the chorus phrase is clearly introduced by the leader; in ten songs, the two phrases are identical; in four songs, the leader assists the chorus in the first singing of its melodic phrase; and in two songs the leader's phrase is related melodically to that of the chorus. The leader does not assist the chorus in any way in eight songs. In song 54A2, the two lines are reversed after they have been initially introduced. In this case, the leader sings the opening phrase which is followed by a phrase sung by the chorus. The repetition of the first phrase is then sung by both leader and chorus, and the repetition of the second phrase by the leader. From this point the two phrases have been reversed, and remain in this pattern throughout.
Ornamentation
Three ornamental devices are employed in the Ketu songs; these are the rising attack, falling release, and portamento.
A rising attack occurs when the singer begins his intonation below the desired tone, and rises to it in a short glissando. This technique is employed in 18 songs. The falling release is, for practical purposes, the reverse of the rising attack; in this case the singer sings a tone but lets it fall downward in a short glissando. All but one of the songs use portamento in which the singer moves from one tone to the next without making the differences sharply defined; in other words, all pitch gradations between the two tones are employed in a glissando from one to the other. These ornamental devices constitute important singing techniques in the Ketu songs.
Instrumentation
. Eleven songs are sung by a male soloist, the remaining 18 songs by a female soloist. In all 29 songs, the leader is accompanied by a .female chorus. However, since the sex of the singers usually depended upon the circumstances at the time of recording, undue importance should probably not be attached to these figures.
Further accompaniment is provided by a percussion group in 28 songs. In two songs the rhythmic accompaniment is provided by hand-clapping, and in two songs by two drums. In the remaining 24 songs, the percussion unit is composed of iron gong and two drums.
Tempo
A fairly restricted range of tempi within the various time signatures is usual in the Ketu songs. In 4/4 time, tempi range from 128 oeats per minute to 188. In 6/4 time the variation is from 96 to 208 beats per minute; this is a considerable range. In 3/4 time, the slowest tempo is 224 beats per minute, and the fastest is 252 beats. In the single 6/8 song, the dotted quarter notes move at 96 beats per minute, while the tempo in the 12/ 8 song is 120 beats. -Seventeen ofthe Ketu songs accelerate throughout. The largest increase is 56 beats per minute from beginning to end; the smallest increase is 4 beats per minute. This acceleration of tempo may be considered characteristic of the Ketu songs.
Percussion rhythm
The importance of the percussion instruments for the overall impact -of the music of the Ketu group is stressed by the fact that 28 of the 29 songs employ a percussion unit as accompaniment to the singers. Further, the songs themselves seem in great measure to be dependent upon this unit to establish the basic metre and to continue it with variation throughout.
In an extended treatment of the subject of percussion polyrhythm in connection with the Shango cult music of Trinidad-a style historically related to that of the Bahian music-Waterman has concluded that "music in this tradition makes use of patterns of combinations of duple with triple time which include simultaneous and coterminous duple and triple measures, duple accent applied to triple metre, and triple accent applied to duple metre." 31 As a result of this duple-triple superimposition, the listener receives an overall impression of a rhythmic gestalt formed from the resultant beats in what Waterman terms the "8/8 ostinato." This pattern, although composed of both eighth and sixteenth notes is reduced to a series of eight eighth notes in the 4/4 resultant measure, within which accenting may vary. The pattern is as follows:
et JnJ J nJ J n1J u AJ J nJ J 1J0J J JJJ u nJ 1 Furthermore, on the basis of superimposition of more than one metre, a 12/4 ostinato pattern may be established within which the pulses are divided into four groups of three notes each. Using these principles as a basic for discussion, we may turn tb the percussion rhythms of the Ketu . group. Song 20B2 illustrates some of the basic rhythms which are encountered throughout the sampling. In this case, the melodic line is first established in duple meter, which may be notated in 4/4 time. The percussion unit enters in the second measure ot the song, the gong immediately establishing a triple meter in the first half of the measure. This pattern is as follows : (Example 1), with the established duple meter of the melodic line the gestalt thus becomes: (Example 2), etc. If this triple gong pattern were continued, the 8/8 ostinato would then result: (Example 3). In this case, however, the gong does not continue the triple patterning but moves into a duple pattern: (Example 4). Thus the resultant pattern of gong and melodic rhythm is as follows: (Example 5). At the same time, however, that the gong is using a split triple and duple pattern, Drum! has entered with a 12/8 beat which, since the basic meter is duple 4/4 time, must be notated as four groups of three pulses: (Example 6). The resultant rhythm of gong and Drum I then appears as (Example 7). In addition to these two percussion instruments, however, Drum II appears initially in a duple meter: (Example 8). The final resultant of the three percussion instruments, then, become a 12/8 or 12/7 ostinato pattern as follows: (Example 9), although this pattern is altered throughout by a change of rhythmic groupings effected by Drum II.
The duple-triple superimposition is not the only percussion technique employed in the Ketu songs. In those songs in which polymetre is not employed, the basic metric scheme may be, and most often is elaborated extensively without changing the metre. In song 63A1, for example, the following pattern appears:
In song 64A3, the tollowing patterns are used, in which the basic triple metre is embellished particularly by Drum I.
Gong Drum I
Drum II Some other characteristics of the percussion rhythms, and the apparent functions of the various instruments may be pointed out. Waterman notes that in the Trinidad Shango percussion units "one drum-rhythm is a steady quarternote beat in 4/4 time."3 2 This drum, by and large, provides the orientation about which the other instruments of the percussive unit, as well as the melodic line, are grouped. In the Ketu songs, this stabilizing factor is instead provided by the iron gong which usually is the first percussion instrument to enter, and which seldom changes its established metre in the course of a song. Drum I usually enters either with the gong or a measure or two later. Most often remaining within the 8/8 ostinato pattern, it may sometimes also play the same rhythmic patterns as does the gong, and occasionally utilize some polymetre. Drum II, on the other hand, seems to provide most of the polythythmic patterns, and at the same timcc may .also remain within a single metre elaborating the basic beat. In almost all the songs, Drum II seems to be much freer in its choice of patterns than either the gong or Drum I, varying its beat extensively.
It is clear that the songs of the Ketu group sampled here rely heavily upon the percussion instruments to provide a steady beat about which the melodic lines may be oriented. At the same time, the use of polymetre and the embellishment of rhythmic patterns within one metre are carried to an exceedingly complex degree. The reliance upon percussion and its importance, the use of polymetre, and the embellishment of basic rhythmic patterns may all be considered outstanding characteristics of the Ketu songs. Summary
The char.acte~istics ot th~ so?gs ?f t~e Ketu group may be summariz~d as follow~.
Tonal range 1s w1de; melodic direction 1s generally downward. The maJor second 1s utilized most frequently, followed by the minor third, perfect fourth, and major third. Half step intervals play a minor part in the music; the repetitive monotone is likewise not highly important. Combinations ot thirds and combinations of fourths are the outstanding interval patterns. 6/4,4/4, 3/4, 12/8, and 6/8 time are used, in that order of importance. Syncopation and offbeat patterns of wider extension are very noticeable. Almost 70% of the songs are based on the pentatonic scale; also represented are the hexatonic and tetratonic. In most cases, the subjective tonic and duration tones are identical. The tones of the percussion instruments fall on the tonic, dominant, subdominant and mediant of scale in most songs; this indicates the probability of a definit(l relationship between melodic and percussion instrument pitch. All the Ketu songs seem to have a well-defined tonality; there are no modulations. Sporadic harmony occurs in two of the songs, overlapping in 19. All songs are of the leader-chorus type. The AAA, AA'An, and ABC formal structures are utilized; the leader introduces or otherwise aids the chorus in singing its melodic line in 21 of the 29 songs. Rising attack, falling release, and portamento are used as ornamental devices. Songs are sung by a male or female soloist, accompanied by a female chorus and a percussion group composed of iron gong, drums, and in some songs, handclapping. Tempi are fairly restricted except in those songs in 6/4 time in which a wide range of variation is noticeable. Acceleration of tempo is common. Percussion rhythms are of extreme importance in the songs, and both polymetre and the extensive elaboration of rhythmic patterns within one meter are employed.
III
While it is by no means within the intention of the present paper to analyse the relationship of Ketu song to the music of the Y aruba from which it is derived, it should be pointed out that, within our present knowledge of the music of West Mrica and specifically the Guinea Coast, the relationship seems incontrovertible. The difficulty of making such comparison, however, is manifest in the fact that so far as is known to the present author there does not exist any published analytical study of the structure of Yoruba music; without such study there is, of course, no basic means of comparing the.original musical style-Yoruba-and the derivation from it-Ketu. The importance of such comparison for the study of cultural dynamics needs no further comment here; the anthropological "laboratory situation"· noted in the opening paragraphs of this paper provides an almost unparalleled opportunity for the study of culture change and its various ·manifestations.
At the same tiine some general comparison can be made on the basis of the five outstanding characteristics of the music of West Mrica populated by Waterman. 33 These five characteristics include the metronome sense, dominance of percussion, the use of polymetre, the off-beat phrasing of melodic accents, and the overlapping calland-response pattern. Without entering into detail, it may be noted that the Ketu songs show all these musical patterns and, in most cases, so strongly as to leave no doubt whatsoever of the relationship between Ketu and West African styles. It is unfortunate that the sharper comparison between Ketu and Y aruba cannot be undertaken at the present time because of the limitations of our knowledge.
FOOTNOTES FOR KETU CULT OF BAHIA
Note on the transcriptions and modal ana!Jsis:
Each song is headed with pertinent information in abbreviated form. Thus the legend ±or the first song, "22B1: Yemanja: 2d: 140-168," indicates that the song is number 22B1 of the collection, that it is sung tor the god Yemanja, that the original pitch was 2 semitones lower (2u would indicate the original pitch to be 2 semitones higher), :~nd that the tempo ranged from 140 beats per minute at the beginning of the song to 168 at its end. The basis tor the tempo figure is the quarter note; the songs are notated in that key in which the majority of notes falls within the limits ot the regular staff lines.
The fermata (.) over a tone in the modal scale indicates that this is the final tone of the song. A reversed fermata U indicates the beginning tone. The asterisk designates the subjective tonic, while the whole tone indicates the duration tone. The sign r----1 in the modal scale indicates important intervals used in the song; the 1> I show the direction ot these melodic intervals.
